ANTHONY TROLLOPE AND THE RISORGIMENTO BY FREDERIK VAN DAM
The publication of Edward Said's Orientalism in 1978 significantly altered the ways in which literary critics conceived of Victorian cosmopolitanism: challenging the notion that "the nineteenth-century Orientalist was either a scholar . . . or a gifted enthusiast," Said suggested that world citizenship was the ideological mask with which European, bourgeois man sought to appropriate the world and to fashion it in his image. 1 Since the turn of the century, however, scholars have shown that the Victorian cosmopolite was in fact a considerably more complex figure. Amanda Anderson and David Wayne Thomas have highlighted how the Victorians cultivated ethical dispositions, including detachment from one's primary cultural affiliations. 2 From a different point of view, critics such as Franco Moretti and Margaret Cohen have located nineteenth-century literature within a transnational framework, thus demonstrating that Victorian literature was subject to European and global tendencies in spite of its seemingly insular character. 3 The richer picture that these studies have yielded could gain even greater depth if it would also include the imbrication of Victorian literature with geopolitical issues: as Lauren M. E. Goodlad has recently reminded us, literary intellectuals were instrumental in shaping the perception of international threats and tensions. 4 The present article aims to contribute to this line of inquiry by examining the response to the Risorgimento in the work of Anthony Trollope.
The consequences of this kind of approach may stretch beyond the field of Victorian studies. Inspired by developments in the field of world literature, critics have become increasingly attentive to the delicate negotiation between the global and the local, or what Inderpal Grewal and Caren Kaplan call "the asymmetries of the globalization process," in English literature. 5 Elleke Boehmer, to give just one example, has recently considered how the movement of colonial subjects within the British Empire led to various collaborative endeavors, which thus helped shape metropolitan self-understanding. 6 A literary criticism predicated on geopolitics similarly recognizes that the nation-state is a "product of transnational, translocal, regional, and postcolonial conditions of possibility," but, in contrast to a prevailing tendency in current scholarship, does not assume that "such contingency either does, or should, obliterate the materiality of nation-states or obviate their potential efficacy as one political structure among many." 7 To be clear, this is not a call for a return to English literary history as handmaiden of the nation-state; rather, locating English literature within a framework of geopolitical pressure points allows us to recognize that the representation of foreign cultures could also be influenced by a concern with international relations.
Not only does Trollope's response to the Risorgimento provide an instance of such a geopolitical inflection of cosmopolitanism, it also allows us to refine our understanding of nineteenth-century realism, the genre with which Trollope expressed "the cognitive disjunction between localized metropolitan experience and the global conditions that underlie it." 8 The Risorgimento, or the struggle for the unification of Italy, was one of these global conditions: the presence of Italian exiles in England and the existence of English colonies in Italy ensured that the Risorgimento became a central topic for Romantic and Victorian poets from Lord Byron to Elizabeth Barrett-Browning, who took "questions which were raised preeminently by Italian nationalism, and elaborat[ed] them imaginatively in a realm of verse." 9 Although certain poets did treat the Risorgimento dispassionately, as Arthur Hugh Clough in Amours de Voyage (1849), many poets sought to rouse public interest in the Italian cause. Victorian novelists, too, were receptive to the lure of Italian nationalism: it prompted George Eliot to try her hand at a historical novel, Romola (1863), and George Meredith to try to emulate what A. C. Swinburne had achieved in the realm of poetry with his romance about the war of 1848, Vittoria (1867). 10 Curiously, Anthony Trollope seems not to have joined this chorus. He wrote no Italian novel and his criticism on Italian fiction dealing with the Risorgimento bespeaks mild amusement rather than a genuine concern.
11 Given that in 1848 his brother Thomas was living in Tuscany and writing in support of the revolution, this apparent disregard is striking. Having moved to Italy in 1843, Thomas Trollope became passionate about the Italian question and founded a pro-unification newspaper, the Tuscan Athenaeum, which enjoyed a short run, from 30 October 1847 until 22 January 1848. In his editorials, Thomas Trollope "explicitly articulated the necessity of British interest in Italian politics," contrasting the orderliness of the Italian revolution with the "drunken" events in France. 12 Anthony Trollope, however, seems to have interpreted this contrast differently. As he wrote, from Ireland, to his mother, [e] verybody now magnifies the rows at a distance from him. You write of tranquility in Tuscany, where we expected to hear of revolt, provisional governments, and military occupation. And I get letters from England, asking me whether I am not afraid to have my wife and children in this country, whereas all I hear or see of Irish rows is in the columns of the Times. 13 This letter-blinkered though it may be-suggests that Trollope's interpretation of the Risorgimento was colored by his experience of life as a Post Office surveyor in Ireland, where he had been stationed for the last seven years. It is Trollope's Irish background, I would suggest, that makes his response to the Risorgimento differ from that of his contemporaries.
14 The presence of a different kind of Italian exile in Ireland may have reinforced his skepticism, or even his cynicism, about Italian nationalism: during his Post Office duties, he became acquainted with Charles Bianconi, an Italian exile who had made a fortune in Ireland by organizing an extensive and advanced coaching system, which Trollope praised vigorously. 15 Given the dependent status of Ireland within the United Kingdom, Trollope thus observed Britain's geopolitical game from a very different vantage point than contemporaries such as Eliot or Meredith. Trollope's surroundings had as much in common with the "global conditions" as with the "localized metropolitan experience" that these conditions underlay.
In this essay, I aim to substantiate this claim by situating those works that do have an Italian setting within the context of contemporary liberal foreign policy. Although Trollope did not write an Italian novel along the lines of Romola or Vittoria, he did produce three short stories set in Italy. Unlike Romola and Vittoria, these stories are set at the time of writing: "Mrs. General Talboys" and "The Man Who Kept His Money in a Box" allude to the war of 1859 and combine their setting in the South with an Irish subtext, whereas "The Last Austrian Who Left Venice" alludes to the war of 1866 and does not have an Irish subtext. 16 These stories are all skeptical about English involvement in the Risorgimento, albeit in different ways: whereas the first two engage with the interventionism fostered by Lord Palmerston, the latter engages with the pluralist policy pursued by William Ewart Gladstone. This difference is expressed in the stories' use of particular inflections of realism: the first two fall back on the comedy of manners, whereas the latter is an experiment in naturalism. Since Trollope's novels are generically diverse, the difference between these two modes should not be overstated, but it is important to note that their conception of character is different: whereas comedy tends to operate in black and white, naturalism has a greater appreciation for the mixture of good and bad in the human psyche. The former, I would suggest, is an aesthetic correlative of the combative, abstract liberalism that Palmerston displayed on the international stage, whereas the latter is an aesthetic correlative of the more historicist liberalism of the Gladstone years. This bifurcation between comedy and naturalism sheds some new light on those rare moments in Trollope's fiction where he does allude to the Italian question. In what follows, I focus on the comic aspect, since it is the dominant and arguably the more interesting feature in Trollope's writing about the Risorgimento. "Mrs. General Talboys" depicts a young English matron, Ida Talboys, who decides to pass the winter of 1859 in Rome after a falling-out with her husband. She foists herself on a small set of English and American would-be artists, among whom she attempts to ingratiate herself with her enthusiastic advocacy of two liberal ideas: the independence of Italy and the ratification of divorce. In both cases, she shows herself to be misguided. She betrays her ignorance of the reality of the struggle of independence in the following scene, where she takes the American sage Mackinnon to the Campidoglio: "Shall we never escape from the clay which so long has manacled the subtler particles of the divine spirit? Ay, yes, Mackinnon," and then she took him by the arm, and led him to the top of the huge steps which lead down from the Campidoglio into the streets of modern Rome. "Look down upon that countless multitude." Mackinnon looked down, and saw three groups of French soldiers, with three or four little men in each group; he saw, also, a couple of dirty friars, and three priests very slowly beginning the side ascent to the church of the Ara Coeli. "Look down upon that countless multitude," said Mrs. Talboys, and she stretched her arms out over the half-deserted city. "They are escaping now from these trammels-now, now-now that I am speaking." 17 At first sight, it may seem that Trollope is lampooning liberal advocates of the Risorgimento, such as his brother, by contrasting the words of one such advocate with the tranquility of daily life. But Trollope's joke is not so innocent. Importantly, the place of Italian citizens has been taken by French soldiers and dirty friars. This vignette encapsulates the position of Rome in the winter of 1859: the presence of French soldiers in the deserted city is a sign of the duplicity of the French. After having reached a secret agreement with Prime Minister Count Cavour, a moderate liberal, the autocratic French regime had lent support to the Kingdom of Sardinia in its attempt to free the north Frederik Van Dam of Italy from Austrian rule. The war ended prematurely, however: motivated by his fear that the French Catholic clergy, who opposed the war, would cause him to lose popularity at home, Napoléon III withdrew from the war and rallied to the defense of Rome. This act of betrayal severed the Franco-Italian partnership. Trollope's joke, then, is that English advocacy of independence would fall on deaf ears as long as the French supported the Pope.
The story's point is further complicated by its Irish subtext. As the narrative unfolds, Mrs. Talboys becomes intimate with Charles O'Brien, an Irish sculptor estranged from his wife. Mrs. Talboys takes up his case and eagerly urges him to take himself to the Divorce Court. O'Brien takes the matter amiss, however, and on an excursion to the Via Appia he beseeches her to elope with him to Naples; she had not seen this coming, and knocks him in the ribs. It is tempting to read this denouement allegorically, since English as well as Irish writers frequently fell back on the marriage plot of the national tale in their treatments of the Act of Union. 18 In such a reading, Mrs. Talboys's insistence on O'Brien's divorce would have to be interpreted as a cipher for English support for Irish independence. Such a reading is too farfetched, however: at the beginning of the 1860s, English liberals were not interested in Irish Home Rule, let alone independence. But perhaps this paradox loses some of its sting when we consider the difference between divorce as a legitimate route, and elopement as an illicit procedure. From this point of view, the story appears to be a warning that liberal encouragement of the constitutional pursuit of Italian independence might lead to rebellion in Ireland.
"The Man Who Kept His Money in a Box" conveys a similar message. It narrates the Italian honeymoon of Mr. Green, a retired London stockbroker, and his second wife, who hails from the Emerald Isle. Their trip does not proceed smoothly, however, because they have decided to take along all their valuables in one box. Mr. Green does not trust the value of French francs, whereas an "English sovereign will go anywhere." 19 The box also contains all of Mrs. Green's jewelry. As she puts it, "when you are going to foreign courts, what are you to do? If you have got those sort of things you must wear them." 20 The language and assumptions of these two characters are curious. Why does Mr. Green, a stockbroker, insist on using English pounds instead of French francs, sovereigns instead of banknotes? Why does Mrs. Green, who is supposed to be enjoying her middleclass honeymoon, say that she will be visiting foreign courts? Trollope's pun on "sovereign" heightens this mystery. Eventually, the box disappears mysteriously, and the stress that this causes reveals that this marriage is destined to be unhappy. If Trollope's portrayal of a failing marriage between an English man of business and an Irish beauty stands in a tradition of allegorical writing which implies that the Union, too, is failing, the Italian setting of the story adds an additional layer: if the English want to introduce the idea of sovereignty to Italy by bankrolling its independence, it suggests, this will cause the marriage between Britain and Ireland to fail.
To fully appreciate these stories' position in the Victorian debate on the Risorgimento, one must take into account the fraught relation between Italian and Irish nationalism. Many of the writers associated with the Young Ireland movement sought to give the Irish struggle an international appeal by identifying with Young Italy. 21 At the time of the Irish Famine and the revolutions of 1848, as R. F. Foster notes, the Nation developed a cult of Italy "with Ireland as 'the Italy of the West,' England playing Austria's villainous role, and France as a possible deliverer for both." 22 In a similar vein, Boehmer observes that colonial subjects in different parts of the globe found ways to interact and collaborate. Irish attempts to join forces with European republicans is one reason why English liberals, led by Palmerston, had to delay their support of the Risorgimento: although British diplomats became increasingly supportive behind the scenes, statesmen could not encourage Italian unification without destabilizing the European balance of power and playing into the hands of European allies and opponents, France in particular. 23 It was only after the second Italian war of independence and the severance of the Franco-Italian relation that liberal advocacy of the Risorgimento was translated into military pressure and material support, making it possible for the other Italian states to hold referenda on whether they should join the North. 24 By this time, Irish liberals had failed in fostering links with their Italian peers because they were thwarted by the ultramontane opposition to the Risorgimento: whereas Irish nationalists could not hope to succeed without the support of the Church, Italian nationalists were working very much in opposition to the Pope, who did not want to see the Papal States submerged into a greater Italy. Irish nationalists were thus caught in a double bind. They could not uphold Italian nationalism as an exemplar and at the same time defend the Pope's temporal sovereignty. It is indicative that while by 1860 English public opinion had begun to embrace the Italian cause, the Irish were sending troops to defend the Papal States. 25 Trollope's readers may have imagined such Irish auxiliaries among the soldiers that Mrs. Talboys and Mr.
Mackinnon see on the Campidoglio. This predicament is mirrored in Irish literature. Whereas the plight of the Italians created a flourishing tradition in English literature, in Irish literature the Risorgimento was addressed briefly by writers who were in various degrees associated with the Young Ireland movement, such as James Clarence Mangan and Jane Wilde. 26 Although traces lingered, the Risorgimento disappeared from view after the 1840s, with the writers in the Nation shifting their attention to less divisive exemplars in the colonies, such as India. 27 Later Irish nationalists who did write about Italy, such as Aubrey de Vere, usually did so in support of the Pope.
Even before this scenario unfolded itself, certain Italian nationalists took pains to stop rapprochement with Irish nationalists. Count Cavour, the Prime Minister of the Kingdom of Sardinia and in many ways the architect of the Risorgimento, provides one analysis of this problem in his Considerations on the Present State and Future Prospects of Ireland (1846). In this booklet, originally written in French and translated into English by "A Friend to Ireland," Cavour "accepts the legitimacy of past Irish grievances, but insists that Britain is a liberalizing power that functions as a globally stabilizing force and so must be protected from Irish disturbances that are only local in importance." 28 According to Cavour, who ignores the fact that Daniel O'Connell was celebrated as a liberal statesman throughout much of Europe, the possibility of an effective liberal foreign policy is thwarted by Irish nationalism, which he presents as "parochial rather than liberal, as the agenda of the 'Catholic party' and not of the Irish people as a nation." 29 These ideas are echoed in works by English liberals such as, for instance, Matthew Arnold's England and the Italian Question (1859). In this little-known pamphlet, Arnold argues that small nationalities "inevitably gravitate towards the larger nationalities in their immediate neighborhood. Their ultimate fusion is so natural and irresistible that even the sentiment of the absorbed race ceases, with time, to struggle against it."
30 And if a "great" nation cannot achieve its rightful status as a sovereign state on its own, "it is lawful for any nation," including France, "to bring about the necessary changes by force of arms." 31 Like Cavour, Arnold suggests that great nations such as Italy should be allowed to develop within the framework of a universal history, whereas small nations such as Ireland must succumb to the demands of geopolitics. Indeed, many liberals maintained, paradoxically, that the struggle for Italian unification was a legitimate one, whereas the struggle for Irish independence was not.
Suggesting that liberal support for the Risorgimento could not but cast a shadow over Anglo-Irish relations, Trollope's "Mrs. General Talboys" and "The Man Who Kept His Money in a Box" question the validity of Cavour's and Arnold's neat distinctions. This critique is mirrored in their form. Not only do these stories formulate a critique of liberal foreign policy insofar as they both play with one of nationalism's most powerful images, the trope of the family, they also do so in their play with genre. Like many of Trollope's short stories, these two stories are generic experiments: they resist "closure, mediating a far more complex narrative strategy than his novels." 32 One element in this more complex strategy is Trollope's use of a homodiegetic narrator, a narrator who is also a character. In the case of "Mrs. General Talboys," this narrator is an observer, a witness: he is a member of the salon of expatriate artists in Rome that Mrs. Talboys frequents. In the case of "The Man Who Kept His Money in a Box," the narrator is the protagonist: he is a tourist on his way to Bellagio and recounts his encounter with the Greens, whom he helps because he is attracted to both Mrs. Green and her stepdaughter. These two narrators are both at the center of a comedy of errors. Importantly, their interest in other expatriates skews their vision. Failing to look at Italy through the eyes of the Italians, they are unable to disarm and anticipate conflicts.
I would suggest that Trollope's use of a homodiegetic narrator in these stories serves as a way to voice a critique of contemporary liberal foreign policy, which tended to proceed along abstract lines and to ignore local conditions. As Jonathan Parry has noted, liberals frequently presented foreign tensions "in ideological terms: between a Britain which stood for constitutionalism, law, inclusiveness, conscience and humanitarianism, and various alternative continental regimesusually autocratic, sometimes republican-which were threatening and 'un-English.'" 33 The most important representative of this policy was Palmerston, who succeeded the reactionary Lord Castlereagh as Foreign Secretary in the first half of the century and who wanted to openly and materially support Italian nationalists. Trollope's narrators are veiled caricatures of Palmerston, not just in their adherence to English preconceptions, but also in that, like Palmerston, they are susceptible to the lure of female beauty. The sexual insinuations in these stories may seem tame, but should not be underplayed: when Trollope submitted "Mrs. General Talboys" to the Cornhill Magazine, it was refused by its editor, William Makepeace Thackeray, and its proprietor, George Smith, on the grounds of its cheeky and bawdy humor. Palmerston himself did appreciate this kind of fun, however:
as Trollope diplomatically puts it in his biography of Palmerston, he "became notorious as a joker." 34 Trollope thus sets up an analogy between Palmerston's brand of foreign policy and comedy, which seems fitting: just as the comic character is constantly looking for a way to help others to their freedom, so Palmerston's foreign policy was guided by a belief in the necessity of other countries' political autonomy. The fact that Trollope's comic characters are both fooled, however, raises questions about this policy.
On the basis of these two stories, I would postulate that Trollope's engagement with the Risorgimento is characterized by a thematic and a formal element: he is concerned with the impact of English support of the Risorgimento on Anglo-Irish relations, and he uses comedy to criticize the liberal foreign policy that subtends this support. An awareness of these elements creates a context for a better appreciation of certain motifs in earlier novels such as La Vendée and Barchester Towers, and in later novels such as Ayala's Angel (1881), Marion Fay, and Mr. Scarborough's Family.
La Vendée revolves around an episode in French history that took place more than fifty years before the time of writing. Trollope's third novel focuses on the 1793 revolution, in which peasants in the Vendée region took up arms against the revolutionary government, which had introduced conscription and which had become militant in its persecution of the Catholic clergy. Neglected by Trollope's contemporaries and dismissed as a failure by Trollope's later readers, the novel is nevertheless interesting for the experimental way in which Trollope creates a contrast between one particular regional counterrevolutionary movement in the 1790s and the contemporary nationalist revolutionary movements of 1848. In other words, the novel implies that contemporary French nationalism is an echo of the French Revolution. At the same time, Trollope also attacks Irish nationalism, which is less obvious, since its equivalent in the novel seems to be not the flawed French Revolution but the commendable rebellion of the Vendeans. As W. J. MacCormack has remarked, the Vendeans share with the Irish an ardent Catholicism, a rural background, and a Celtic heritage. 35 One might object, however, that the Vendée rebellion was a counterrevolutionary and a royalist movement, which makes it a strange cipher for contemporary Irish nationalism. The novel mentions Ireland only once, moreover, and in the context of its antagonist, the renegade Alphonse Denot, whose character is marked by the volatility that Trollope ascribes to the Irish in his letter to his mother. Alphonse Denot's "long and theatrical proposal" to the novel's heroine, Agatha Larochejaquelin, has a "curiously Irish flavour." 36 This proposal is foreshadowed by another character's observation that she had "never heard of but one who wasn't satisfied with the second [rejection], and he was an Irishman." 37 Like this Irishman, Denot is not satisfied with his rejection, which prompts him to switch sides and join the republican revolutionaries. Trollope's novel thus suggests that contemporary Irish nationalism does not have its antecedent in the resistance to the French Revolution, as MacCormack implies, but in the French Revolution itself.
If the Vendée uprising does not prefigure Irish nationalism, it does figure, in Trollope's presentation, as a prelude to European constitutional and monarchical movements such as the Risorgimento. This becomes clear toward the end of the novel. Trollope stresses that the Vendean rebellion failed because the English hesitated to intervene: the novel's story breaks off and leaves the task of narrating the end of the war to an English stranger, who visits the area some 20 years later, after the battle of Waterloo, and who makes inquiries about the fate of the Vendean counterrevolutionists. Through its narrative construction, then, the novel suggests that those on the continent hoping for an English intervention in the name of independence, such as Cavour at the time of writing, were deceiving themselves, and that any intervention would be a belated one. As I have mentioned, this was a topical issue in the debate about the Risorgimento in the 1840s. Since the narrator sides with the Vendeans, this seems to make the novel a critique of the liberal failure to support Italian nationalism. It is important to note, however, that in Trollope's account the rebellion also fails because of an internal element, Denot, who represents the Irish: simultaneously, Trollope takes aim at Irish Catholics for sabotaging the Italian cause.
Trollope's critique is accompanied by a generic peculiarity: although the novel is in many ways a tragedy, there are certain comic elements, such as Denot's proposal and the "comic scenes of re-telling" with which the Vendean characters construct "a narrative of shared history." 38 In one of the two reviews that the novel did spur, the reviewer singles out this peculiarity, maintaining that Trollope treats the Vendean war "ever so lightly, ever so philosophically." 39 Even though the reviewer admits that he has "dwelt on one of [the novel's] lighter episodes from a natural wish to escape the painfulness of the main record," the novel's comic interludes alter the whole as political statement: the sympathy that the reader is supposed to feel for the Vendeans, or the Italians, is offset by the detachment fostered by comedy.
One can find a comparable tension in one of Trollope's subsequent novels, Barchester Towers, in which the descent of the Stanhope family from Italy upon the cathedral town of Barchester gives occasion to some of the best comic scenes in Trollope's entire oeuvre. The flippant Bertie Stanhope famously ruins Mrs. Proudie's dress during her reception; and the Signora Madeline Neroni scandalously captivates most of the men she meets, creating many of the novel's comic twists and turns. The way in which Trollope describes the causes of her languid and crippled condition contains a specific allusion to contemporary Italy: she had married and been abandoned by "a mere captain in the Pope's guard," who, as such, is figured as an opponent of the Risorgimento. 41 Madeline Neroni's choice brings to mind that of the Catholic Irish, who rallied to the Pope's aid. 42 The Italian background of the Stanhopes is only a minor detail in this particular novel, but the comic scenes in which they appear are not. This is significant, as these Italianate scenes exist in a certain tension with the novel's "in-depth portraits of England's provincial interior," which in the larger context of Trollope's foreign policy views exert "centripetal force against a variety of global effects including . . . Europe's geopolitical wrangling." 43 Through the use of comedy, Barchester Towers shows that signs of this geopolitical wrangling even make their way into the novel's portrayal of rootedness.
In three novels written in the last years of his life, Trollope returns to his earlier attempts to couch the matter of Italy into the form of comedy. These novels take aim at the narrative strategies that Trollope devised in order to comment on British foreign policy, rather than at contemporary British policy itself; by this time, after all, Italy had been unified. Trollope seems to have been prompted to return to this subject because of rural unrest in Ireland, which he described memorably and directly in The Landleaguers (1883), his final and unfinished novel. Most obviously Italian among these late novels is Ayala's Angel, a romantic comedy which seems to celebrate the fact that Italy has resurged: it is a place of happiness, freedom, and love. It is in Rome that the novel's heroine finds a new future. Ayala Dormer's fate as a dependent orphan is redeemed by the Marchesa Baldoni, an Englishwoman married to an Italian nobleman, who makes Ayala her protégée. The novel thus reverses the idea, featured in different forms in his more naturalistic works, which I will discuss below, that Italy is a place of misfortune. Offering an ironic intensification of Trollope's earlier comic writing about the Risorgimento, Marion Fay and Mr. Scarborough's Family continue the new, self-reflexive strategy that we find in Ayala's Angel.
One of the minor characters in Marion Fay is the Foreign Secretary, Lord Persiflage, whose name signals that, like the narrators of Trollope's first two stories, the reader is encouraged to think of him as a personification or parody of Palmerston: as Home Secretary, so Trollope writes in his biography of Palmerston, he "passed on from the light courteous persiflage of the Foreign Minister to the common John Bull fun of an English magistrate." 44 Lord Persiflage's main function in the novel's plot is to mediate between the novel's hero, George Roden, and the relatives of the Duca di Crinola ("Duke of Horsehair"), Roden's father, who was "related to the Bourbons and to the Hapsburgh family." 45 Roden's ancestors represent what had been two of the main reactionary forces in Italy, the Austrian Empire and the Kingdom of the Two Sicilies. Roden has noble origins on his mother's side as well: she was the daughter of an Irish clergyman, whose family name is that of an Irish earl. 46 While sojourning in Italy, she became enamored with the Duca di Crinola, who ultimately severed his relations with her because of the reversal in his fortunes (a reversal occasioned, so Trollope's readers may have inferred, by the Risorgimento). One may see the young Ms. Roden's situation as an upscale version of Madeline Neroni's, with the difference that Ms. Roden is specifically identified as part of the Irish Protestant elite. Marion Fay thus makes it seem as if Irish conservatives allied themselves with the opponents of the Risorgimento-whereas, in the main, they supported the Risorgimento. 47 Roden, interestingly, has not inherited his mother's Irish Protestantism, nor his father's aristocratic principles, for he styles himself as a republican. At an allegorical level, then, the novel posits that the union of the forces of Irish conservatism and Italian reaction has produced English republicanism. One way to explain this non sequitur is to see it in terms of contrasts rather than contingencies: if two forces sharing no common ground coalesce, they will produce something that is different from either. Another and perhaps more likely answer lies in the possibility that the novel was intended as a persiflage of Trollope's allegorical mode of writing about Ireland and Italy.
Mr. Scarborough's Family, too, engages with Trollope's earlier attempts at shaping the perception of the Risorgimento. The Risorgimento is a crucial element in the novel's plot. Augustus Scarborough becomes the heir of a vast estate when his father, the dying Mr. Scarborough, disinherits his elder son, Mountjoy, by producing a certificate which proves that he and his wife were married only after Mountjoy's birth. Once Augustus Scarborough has paid off his brother's debts for a fraction of their total value, however, Mr. Scarborough produces an older certificate that proves he was in fact married before Mountjoy's birth, reinstating Mountjoy Scarborough as heir. To prepare this scheme, Mr. Scarborough took advantage of certain legal loopholes created by the state of Europe in the 1840s and '50s. Mr. Scarborough's scheme rests on the fact that his two marriages had been contracted on the continent: he succeeded in marrying twice, in Germany as well as in Italy. The first marriage took place in Rummelsburg, a village in Pomerania. The second marriage took place at Nice, and it is worth lingering on Mr. Scarborough's description of this location:
But when I had to be married in the light of day, after Mountjoy's birth, at Nice, in Italy, then there was the difficulty. It had to be done in the light of day; and that little traveller with his nurse were with us. Nice was in Italy then, and some contrivance was, I assure you, necessary. But it was done, and I have always had with me the double sets of certificates. As things have turned up, I have had to keep Mr. Grey altogether in the dark as regards Rummelsburg. It was very difficult; but I have succeeded. 48 Mr. Scarborough's aside that "Nice was in Italy then" is revealing. At the time when Mr. Scarborough says he married, the late 1850s, Nice was indeed part of the kingdom of Lombardy. After the Treaty of Turin (1860), however, Italy ceded Nice and Savoy to France as compensation for French assistance in the struggle against Austria; Nice was lost in the struggle for the unification of Italy. Importantly, this cessation was actually a form of annexation: the people of Nice were allowed to decide their future nation by vote, but this vote was rigged. Mr. Scarborough thus had to contrive to marry again in a city that was on the verge of becoming part of a different nation. His grasp of the European scene is deeper than that of the narrators of "Mrs. General Talboys" and "The Man Who Kept His Money in a Box": Mr. Scarborough clearly took an active interest. Unlike liberals who stood for constitutionalism and humanitarianism, however, he exploited the potential that the state of Europe offered for his own selfish ends. As such, the novel provides a more realistic portrayal of the theme, evident in Trollope's earlier work, that Palmerston used the European stage for the enactment of his own drama. This aspect is highlighted through the inclusion of a farcical subplot set in the British Mission at Brussels.
Mr. Scarborough's skill at circumnavigating the harmonization of marriage laws in different countries coincides with the fact that he is a consummate comedian. The fact that he places himself above international law dovetails with the fact that he also places himself above morality, like the typical scoundrel. The aggrieved Mr. Gray, his solicitor, complains that Scarborough "is the greatest rascal that [he] ever knew," "yet he did not regard him as an honest man regards a rascal, and was angry with himself in consequence." 49 When characters attempt to grasp his character in moral terms they are faced with a contradiction. As his physician Mr. Merton says, "he has within him a capacity for love, and an unselfishness, which almost atones for his dishonesty." 50 This role is very different from that of the fool, as represented by the likes of Bertie Stanhope and Mrs. Talboys. In its play with genre, then, the novel extends its reflection on the strategies and tropes which Trollope had devised and used in his attempt to shape the perception of the Risorgimento.
In the fifteen years that separate these late novels from Trollope's first two Italian short stories, however, Trollope developed a very different way of engaging with the Risorgimento. In the 1860s and 1870s, Trollope begins to depict Italy and the Risorgimento in a more naturalistic way, and without explicitly alluding to the implications of English support for the Risorgimento for the relation between Britain and Ireland. It is certainly not insignificant that Trollope had left Ireland in 1861 to become surveyor of the Eastern district in England, which had the added benefit of allowing him to immerse himself in the literary life of the capital. Trollope's third Italian story, "The Last Austrian Who Left Venice," encapsulates this change in his outlook.
Set in 1866, during the third war of independence (which resulted in the liberation of Venice), this tale tells the story of Carlo Pepé, who has become friends with Hubert von Vincke, a captain in the Austrian guards occupying the city. Pepé introduces von Vincke to his sister, Nina, not foreseeing that his friend and his sister might fall in love. When von Vincke proposes, however, Pepé is angered by his friend's apparent exploitation of his trust. This standoff is resolved when the war breaks out and von Vincke is posted to Verona, where he is severely wounded and maimed. After Austria's defeat, Nina Pepé travels to Verona and eventually finds her beloved in the hospital, where they reaffirm their love. The story ends as they leave Venice for Trieste. This tale is very different from Trollope's first two Italian stories. Thematically, it contains no overt or covert references to Ireland; rather, it is relevant to any British imperial setting that was controversial at the time-including Canada, India, and Jamaica. Stylistically, it portrays the Italian war from an omniscient point of view and focalizes it through the eyes of Italian citizens, rather than English expatriates. This attempt at verisimilitude and objectivity is also apparent in the dialogues, which sound somewhat stilted, as if Trollope is translating Italian literally. For instance, whereas in "The Man Who Kept His Money in a Box" Italian characters curse in the vernacular ("corpo di Baccho"), in "The Last Austrian Who Left Venice" Carlo Pepé exclaims: "By the body of Bacchus, what is this you say?" 51 The story's genre is closer to the realism of Trollope's middle period: it differs from its two predecessors in that it is a tragic tale, buttressed by analyses of the characters' inner minds, and struck through with pathos and bitter irony. One might go so far as to call it an instance of naturalism. As such, its tone differs sharply from the melodrama that characterized contemporary mainstream engagements, English as well as Italian. In Meredith's Vittoria, published in the same year, "the Austrians, with a few exceptions, are vain, pompous, arrogant, silly, and always out-witted by their adversaries." 52 In Alberto Mario's The Red Shirt, an account of the Expedition of the Thousand led by Giuseppe Garibaldi, which Trollope reviewed, "we feel that we are dealing with people who ought to have been simply histrionic, and with circumstances which would have been unutterably burlesque had they not been so grandly real." 53 Trollope's late novels exemplify this histrionic quality. In contrast, "The Last Austrian Who Left Venice" gives the Austrians their due, and strips the Italian struggle of any grandeur it may have had.
Even though the story's tone differs from Trollope's previous writings about Italy, it does in fact extend Trollope's critique of liberal advocacy of the Risorgimento. This advocacy had changed considerably in the space of a few years, however, and it is this that explains Trollope's different treatment. Whereas Palmerston's support for the Risorgimento had been guided by an opposition to autocracy, domestic policy in the second half of the 1860s was guided by a turn to pluralism. Under the aegis of Gladstone, who succeeded Palmerston as leader of the party, liberals shifted their belief in the idea that policy should be guided by universal ideals to the idea that it should be geared to local circumstances. As a result, "political debate in the 1860s was increasingly concerned with how to build national communities in a post-autocratic age. Most assumed that successful nations could only be built on pluralist foundations." 54 Italy was a case in point. The various states that eventually came to constitute the Kingdom of Italy had distinctive histories and, indeed, sometimes had no wish to be part of a greater whole. Even so, liberals believed that their synthesis would create a higher unity, a model of constitutional inclusiveness, not unlike the way in which Britain took care of its colonies or territories, Ireland included. Trollope's story thus addresses, through naturalism, Charles Dilke's idea that, eventually, the colonies would have to leave the United Kingdom to become independent. This separation is not a painless process: in Trollope's story, everybody has experienced some kind of loss, be it of dreams, home, or body parts. So, even though Ireland is not mentioned at all, the meaning of Trollope's last Italian short story is relevant for Britain. It implies that if the new, pluralist policy that the English were adopting in Italy did not achieve its aims, then this failure could be replicated at home.
The novels which were written in the wake of this story continue its network of associations and connotations, portraying Italy, quite consistently, not as a site of resurgence but as a graveyard. Trollope was not an Italophile: throughout his oeuvre, he criticizes the liberal advocacy of the Risorgimento. The developing form of his fiction provided a suitable receptacle for his reflections on British involvement in the Risorgimento: the opposition to autocracy that characterized the Palmerston years ties in with Trollope's conception of comedy in his early works, whereas the pluralism of the Gladstone years filters through in the naturalism of his middle period. Trollope's criticism of these two forms of liberal foreign policy, I have suggested, stems from his concern that they had repercussions on the place of Ireland in the United Kingdom, since Irish public opinion sided with the Pope, one of the Risorgimento's main opponents. This is an aspect of English writing about the Risorgimento that has eluded critical attention, and should prompt scholars of English literature to pay closer attention to the importance of Ireland and other local circumstances when discussing literary engagements with Britain's place in the world. Victorianists, in particular, might do well to distinguish between localized metropolitan and localized non-metropolitan experience when assessing the impact of global forces. An attention to such forms of experience may, in turn, shed new light on the manifold manifestations of modern cosmopolitanism.
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